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BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
AND SYMPHONIC CHORUS 
Ann Howard Jones and David Hoose, conductors 
Georgia Jarman, soprano 
David Evitts, baritone 
Arnold Schoenberg VARIATIONEN FUR ORCHESTER, Op . 31 
lntroduktion: Miillig, ruhig -
Thema : Molto moderato -
Variation I: Moderato -
Variation II : Langsam -
Variation Ill: MaBig -
Variation IV: Walzertempo -
Variation V: Bewegt -
Variation VI: Andante -
Variation VII: Langsam -
Variation VIII : Sehr rasch -
Variation IX: L'istesso tempo, aber etwas langsamer -
Finale: Miillig schnell 
INTERMISSION 
Johannes Brahms EIN DEUTSCHES REQUIEM, Op . 45 
I Ziemlich langsam und rnit Ausdruck 
Choir: Selig sin.d, die da Leid tragen. 
II Langsam, marschrniillig-Allegro non troppo 
Choir: Denn. alles Fleisch es ist wie Gras . 
Ill Andante moderato 
Bass solo and Choir: Hen; lehre doch mich 
IV Miillig bewegt 
Choir: Wie lieblich sind deine Wohnungen, Herr Z ebaoth 
V Langsam 
Soprano solo: Ihr habt nu.n Ti-ai-1rigkeit 
Choir: Ich will er.tch trosten 
VI Andante-Vivace-Allegro 
Choir: Denn wir haben hie keine bleibende Statt 
Bass solo: Siehe, ich sage euch ein Geheimnis 
VII Feierlich 
Choir: Selig sind die Toten, die in dem Herren sterben 
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VARIATIONEN FUR ORCHESTER OPUS 31 
Arnold Schoenberg 
hen pressed by a student to analyze his Variations for Orchestra, 
Opus 31, Schoenberg is reported to have remarked that they were 
"too difficult even for him." Indeed, the score was so complicated that Schoenberg 
adopted a symbol to indicate to the conductor which voice was the principal 
one (the Hauptstimme sign, which looks like an "H" with a tail hanging from 
its upper right side). Schoenberg also wrote of the work's difficulty to Wilhelm 
Furtwangler, who conducted the premiere in Berlin in 1928: "I do not think 
the work excessively difficult from the ensemble point of view .. .. On the other 
hand, the individual parts are for the most part very difficult." 
"Difficulty" has of course been a hallmark of the twelve-tone method-Arnold 
Schoenberg's technique for composing using a strictly ordered series of twelve 
tones , manipulated according to the operations of inversion (a mirror of the 
original series), retrograde (the series in reverse order), retrograde inversion, a 
transposition. Schoenberg came to this radically new way of composing as a 
child of Modernism, in search of a way to refresh the language of music, which 
he perceived as stale. Like any true modernist, Schoenberg prized the "idea" 
above all in art. The sounds that resulted from his ideas, however, have not 
exactly caught on with many of the individuals that make up the audience 
for classical music, who have learned to approach modern music, of which 
Schoenberg is surely the father, with trepidation. 
Some would argue, though, that our failure as an audience to appreciate 
Schoenberg's music lies not in the music but in ourselves-in our inability 
to listen "structurally," as he would have liked. In short, modern ears were not 
ready for Arnold Schoenberg and his Second Viennese School of atonal 
composition. The Opus 31 Variations for Orchestra,. despite their professed 
difficulty, give as good an opportunity as any to acclimate our ears to twelve-
tone music, because the alien compositional technique has been married to 
the familiar form of theme and variations. 
Schoenberg dutifully noted on the original draft of the score: "Begun in Berlin, 
spring of 1926, about 200 measures composed. Continued and completed at 
Roquebrune, Cap Martin, France, July and August 1928; there more than 300 
measures composed and the score prepared." During this interruption in the 
composition of Opus 31, Schoenberg wrote the Opus 30 string quartet, which 
along with Opus 31 has generally been regarded as the first realization of 
Schoenberg's twelve-tone method to its full potential. Milton Babbitt, a leadi. 
proponent of Schoenberg's method, has called Opus 31 "a veritable Art of th 
Fugue of early twelve-tone technique." He was likely spurred to this comment 
by the fact that Schoenberg employs Bach's musical monogram B-flat, A, C, B 
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(in German, the pitches B flat and B natural are called "B" and "H " respectively), 
but also because the work (like Bach's Art of the Fugue) is comprehensive in its 
exploration of its method. 
The work falls into twelve sections (probably no coincidence given Schoenberg's 
obsession with numbers-he suffered from a severe case of triskaidekaphobia): 
Introduction, Theme, nine Variations, and a Finale, which is almost as long as 
the other eleven sections put together. The fifth variation, where the theme is 
dissected to the greatest degree, has been called the "central climax" of the work. 
The variations are interesting in the way they alternate between full orchestral 
forces with solo timbres, suggesting that Schoenberg was thinking not just of 
the name "Bach," but of that composer's Concerto Grosso technique as well. 
- Michael Nock 
EIN DEUTSCHES REQ!JIEM, OPUS 45 
Johannes Brahms 
Johannes Brahms's Ein deiitsclies Requiem departs significantly from liturgical 
settings of the Roman Catholic Mass for the Dead. The Catholic text reviews 
the life of the departed sinner, evokes the Day of Judgment, and prays for the 
soul of the departed to be accepted into God's company even though he or she 
may have been unworthy of God's grace. In Brahms's work, based on biblical 
passages selected by the composer himself, the central focus shifts to those who 
remain behind. Brahms addresses those of us who mourn, who must get on with 
our lives without the company of the dearly departed. The very first words 
of his text, "Selig sind, die da Leid tragen, denn sie sollen getrostet werden" 
("Blessed are they who mourn, for they shall be comforted"), from the book 
of Matthew, set the tone for the entire work. 
Brahms's personal life, a complex tissue of shifting relationships, stood firm on 
one pillar: his mother, Johanna, the one person in whom his trust never wavered. 
Her death in 1865 shocked him into the realization that henceforth he would 
be on his own. Nearly a decade before, the death of his mentor, Robert 
Schumann, and his observation of the depth of mourning suffered by Schumann's 
wife and children, also heightened his awareness of the need for comfort in a 
terrible time. 
Good Friday of 1868, in the great cathedral of Bremen, Brahms's German 
uiem sounded forth for the first time. The cathedral's organist, Karl Reinthaler, 
.• a arranged for the occasion, and asked Brahms to extend his setting to include 
the full message of Christ's death and resurrection-but the composer wanted 
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no mention of Jesus here. Lutheran faith and thought had eroded during the 
Romantic era, and Brahms seems about as good a representative as any of this 
process. As for the premiere in Bremen, it proved to be an enormous triumph. 
All the promise that Schumann had predicted for Brahms's music so many years 
before was suddenly realized. With this success behind him, Brahms was ready 
to conquer those realms of orchestral and choral music that had previously 
cowed him. 
The structure ofBrahms's R equiem genuflects in the direction of the Catholic 
liturgical model. The first movement's promise of comfort to the living is 
equivalent to the promise of eternal rest in the Requiem aeternam. The second 
movement's threnody on the power of God and the insignificance of humanity 
resembles the catalogue of hell's horrors in the Dies irae. The third movement's 
pleas for knowledge of the way to walk in righteousness parallels the sense of 
the Ojfertorio, and the sixth movement similarly echoes the Agnus Dei. Finally, 
the points of contact between Brahms's seventh movement and the Lux aeternam 
can be justified with little strain. Only the fourth and fifth movements seem 
fresh and new, revealing that Brahms possessed his own faith. 
The musical achievements of Brahms's Requiem are so profuse that one can 
hardly list them, much less explain them. The special sonority of the first 
movement- extremely dark, and yet full of hope in its major mode-derives 
largely from the bold decision to eliminate the violins, the use of the low 
tessitura of the horns mixed with trombones, and the divisi writing for violas 
and cellos, all of which allows the woodwinds to emerge softly but clearly. The 
harp enters at just the times when its symbolism as the instrument of the angels 
makes most sense, and the chorus remains piano or even pianissimo throughout, 
except for two brief but strategic moments where its forte dynamic highlights 
the promise of future comfort. 
Parts of the second movement can be traced back ~o an unsuccessful symphonic 
project of the mid-1850s. In a letter to Clara Schli~nann, Brahms referred to 
this music as in "march tempo," and in the finished score of the Requiem, the 
movement's tempo marking reads: Langsam, marschmiissig ("slowly, as in a 
moderate march"). Some observers, calling attention to the 3/4 time, note that 
the movement cannot be a march, for such pieces must be in duple meter. 
At the same time, it is clear that every pounding quarter note on the timpani 
represents a march-like tread. The scoring here is as thick and lugubrious as 
Brahms ever gets, representing the burden that has been passed to our shoulders 
from those of the departed. The shift to major in the second half, as well as 
the change of scoring and texture, magisterially reveals Brahms's vision of tht> 
day of messianic promise. The baritone enters for the first time in the third 
movement, and like a precentor at an altar, leads the choir in asking for God · 
guidance, which, when it comes in the great concluding fugue, creates the 
richest texture in all of Brahms's choral output. 
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The fourth movement, Wie Lieblich sind deine Wo/mungen ("H ow lovely are Thy 
dwelling places"), employs verses from Psalm 84, which in Jewish and Catholic 
usage accompanies the greeting of the Sabbath. Brahms seems to be saying 
that life has been much like the six symbolic days in which God created the 
universe, while life after death will be like a great Sabbath, spent in the house 
of the Lord for all eternity. 
Brahms added the fifth movement last, soon after the Bremen premiere, by 
which time he had recovered from the trauma of losing his mother. While the 
other movements feature the chorus or the baritone solo-mourners all-here 
in the fifth movement, the soprano sings sweetly of comfort and the joy of being 
reunited. She may perhaps be the voice of Brahms's mother calling to him from 
beyond, confirming his faith, promising him "a joy for you, only you, that no 
man taketh from you." 
In his entirely personal way, Brahms achieves a Weltanschauung-a view of the 
universe-different from that of his contemporaries, his predecessors, and his 
owers- especially in the magnificent climax of the sixth movement, on a 
ch-quoted text from Corinthians: D er Tod ist verschlungen in den Sieg. Tod wo 
ist dein Stachel? ("Death is swallowed up in victory. 0 death, where is thy 
sting?") And when the seventh and final movement opens with a variation of 
the material of the first movement, we realize that the whole R equiem outlines 
a rhetorically palindromic structure. We have come the musical equivalent of a 
great circle and arrived home refreshed and ready to go forth. 
A few years after the completion of Ein deutsches R equiem, Giuseppe Verdi 
finished his own R equiem in memory of the great Italian writer Giuseppe 
Manzoni. Brahms disciple Hans von Bulow, the first in Brahms's circle to 
hear a performance, wrote to Brahms that Verdi 's work was garish , operatic, 
and altogether unworthy of its text .Yet when Brahms himself attended a 
performance ofVerdi's R equiem, he greatly admired it. "This is a magnificent 
setting," Brahms proclaimed, "greater than anything one could imagine." 
A fitting testimony to Brahms's integrity as a man and artist, this is a remarkable 
statement about the work of a competitor in a field where Brahms himself had 
recently accomplished something unprecedented. 
- Joel Sheveloff 
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EIN DEUTSCHES REQ!JIEM (A GERMAN REQ!JIEM) 
Johannes Brahms 
Selig sind, die da Leid tragen, 
denn sie sollen getrostet werden. 
Die mitTriinen saen, 
werden mit Freuden ernten. 
Sie gehen hin und weinen 
und tragen edlen Samen, 
und kommen nut Freuden 
und bringen ihre Garben. 
Denn alles Fleisch es ist wie Gras, 
und alle H errlichkeit des M enschen 
wie des Grases Blumen. 
Das Gras ist verdorret 
und die Blume abgefallen. 
So seid nun geduldig, lieben Briider, 
bis auf die Zukunfr des H errn . 
Siehe, ein Ackermann 
wartet auf die kostliche Frucht der Ertle 
und ist geduldig dariiber, 
bis er empfahe den Morgenregen 
und Abendregen. 
So seid gedulig. 
Aber des H errn Wort bleibet 
in Ewigkeit. 
Die Erloseten des Herrn werden 
wieder kommen, 
und gen Zion kommen mit Jauchzen; 
Freude, ewige Freude, 
wird iiber ihrem Haupte sein ; 
Freude und Wonne werden sie ergreifen 
und Schmerz und Seu£zen wird 
weg miissen . 
Herr, lehre doch mich, 
class ein Ende mit mir haben muss, 
und mein Leben ein Ziel hat, 
und ich davon muss. 
Siehe, meine Tage 
sind einer Hand breit vor dir, 
und mein Leben ist wie nichts vor dir. 
Ach, w ie gar nichts sind alle Menschen, 
die <loch so sicher leben. 
Sie gehen daher wie ein Schemen, 
und machen ihnen vie! vergebliche Unruhe; 
sie sammeln und wissen nicht 
wer es kriegen wird. 
Nun H err, wes soil ich mich trosten? 
!ch hoffe auf dich. 
Der Gerechten Seelen sind 
in Gottes Hand 





Blessed are they that mourn, 
for they shall be comforted. {lvla11/1cw 5:4) 
They that sow in tears 
shall reap in joy. 
Who goeth forth and weepeth, 
bearing precious seed, 
shall doubtless come again with rejoicing, 
bringing his sheaves with him. 
{Psalm126:5-6) 
For all fl esh is as grass 
and all the glory of man 
as the flower of grass. 
The grass withereth , 
and the flower thereof falleth away. 
(1 Peter1:24) 
Be patient therefore, brethren, 
unto the coming of the Lord. 
Behold, the husbandman 
waiteth for the precious fru it of the earth, 
and hath long patience for it, 
until he receive the early and latter rain . 
ljamcs 5:7) 
So be ye patient. 
But the word of the Lord endureth 
for ever. (1 Peter 1 :25) 
And the ransomed of the Lord shall 
return again, 
and come to Zion with songs: 
gladness, joy everlasting, 
and everlasting joy upon their heads: 
they shall obtain joy and gladness, 
and sorrow and sighing shall flee away. 
(Jsaiali 35: 10) 
Lord, make me to know mine end, 
and the measure of my days, 
what it is: that I may know 
how frail I am. 
Behold, thou hast made my days 
as a handbreadtl1 to Thee, 
and mine lifetime is as nothing before thee. 
Surely every man walketh in a vain show: 
And their best state is vanity. 
M an passeth away like a shadow. 
He is disquieted in vain; 
he heapeth up riches, 
and knoweth not who shall gather them. 
And now, Lord, w hat do I wait fo r : 
my hope is in thee. (Psa lms 39:4-7) 
But the souls of the righteous are in the 
hand of God, 
and there shall no torment touch them . 
(Wisdom of Solomo11 3: 1) 
< 
Wie lieblich sind deine Wohnungen, 
Herr Z ebaoth! 
Meine Seele verlanget und sehnet sich 
nach den Vorhi:ifen des Herrn; 
mein Leib und Seele freuen sich 
in dem lebendigen Gott. 
Wohl denen, die in deinem H ause wohnen, 
die loben dich immerdar. 
Ihr habt nun Traurigkeit; 
aber ich will euch wieder sehen 
und euer H erz soil sich freuen, 
und eure Freude soil niemand von 
euch nehmen 
Ich will euch tri:isten, 
wie einen seine Mutter tri:istet. 
et mich an: 
habe eine kleine Zeit 
iihe und Arbeit gehabt 
und habe grossen Trost funden. 
Denn wir haben hie keine bleibende Stadt, 
sondern die zukiinftige suchen wir. 
Siehe, ich sage euch ein Geheimnis: 
Wir werden nicht alle entschlafen, 
wir werden aber alle verwandelt werden; 
und dasselbige pli:itzlich, in einem Augenblick, 
zu der Zeit der letzten Posaune. 
Denn es wird die Posaune schallen, 
und die Toten werden auferstehen unverweslich, 
und wir werden verwandelt werden. 
Dann wird erft.illet werden das Wort, 
das geschrieben steht: 
Der Tod is verschlungen in den Sieg. 
Tod, wo ist dein Stachel? 
Holle, wo ist dein Sieg? 
H err, du hist wiirdig zu nelunen Preis 
und Ehre und Kraft, 
denn du hast alle Dinge erschaffen, 
und <lurch deinen Willen 
haben sie das Wesen und sind geschaffen . 
·g sind die Toten, 
in dem H erren sterben, 
nun an. 
er Geist spricht, 
class sie ruhen von ihrer Arbeit, 






H ow amiable are thy tabernacles, 
0 Lord of hosts! 
My soul longeth, yea, even fainteth 
fo r the courts of the Lord: 
my heart and my flesh crieth out 
for the living God. 
Blessed are they that dwell in thy house: 
they will be still praising thee. 
(Psalms 84:1 -2, 4) 
And ye now therefore have sorrow, 
but I will see you again, 
and your heart shall rejoice, 
and your joy no man taketh from you. 
ao1111 16:22) 
As one whom his mother comforteth, 
so will I comfort you ... (Isaiah 66: 13) 
Look upon me: 
Ye see how for a little while 
I labor and toil, 
yet have I found much rest. 
(Ecclesiastiws 51 :27) 
For here have we no continuing city, 
but we seek one to come. (Hebre11Js 13:14) 
Behold, I show you a mystery; 
We shall not all sleep, 
but we shall all be changed, 
in a moment, in the twinkling of an eye, 
at the last trumpet: 
for the trumpet shall sound 
and the dead shall be raised incorruptible 
and we shall be changed. 
Then shall be brought to pass 
the saying that is. written, 
Death is swallowed up in victory! 
0 death, where is thy sting? 
0 grave, where is thy victory? 
(1 Cori11tliia11S 15:51-52, 54-55) 
Thou art worthy, 0 Lord, to receive glory 
and honor and power: 
Lord of honor and might, 
for thou hast created all things, 
and for thy pleasure 
they are and were created. (Re,,elatio11 4: 11) 
Blessed are the dead 
which die in the Lord 
from henceforth: 
Yea, saith the Spirit, 
that they may rest from their labours; 
and their works do follow them. {Rez1Cillrioi1 14:13) 
The Bible, King James Version 
ANN HOWARD JONES is Professor of Music 
and Director of C horal Activities at Boston University, 
where she conducts the Symphonic and C hamber 
C horuses, teaches graduate choral conducting, and 
administers the MM and DMA programs. Recognized 
as a distinguished clinician, adjudicator, teacher, and 
conductor, she has received a Fulbright Professorship to 
Brazil and has recently accepted invitations to conduct 
and teach in South Korea, Australia, and Canada. She conducted the Buffalo 
Philharmonic Chorus and Orchestra in an all-Brahms concert in the spring 
of2002. 
Professor Jones has been a member of the faculty at the University of Illinois, 
Emory College, the University of Georgia, and Wittenberg University. She has 
been invited to teach and conduct at the University of Miami, San Diego State, 
the University of Missouri, Drake University, and at Southern M ethodist 
University for the Church Music Summer School. 
From 1984 to 1999 Professor Jones assisted the late Robert Shaw with the 
Atlanta Symphony choruses. She was Assistant Conductor for C horuses, sang 
in the alto section, assisted the R obert Shaw Chamber Singers, and was one 
of the organizers of the R obert Shaw Institute. She has worked with the Festival 
Singers both in France and in the U S. In 2002 Professor Jones was invited to 
conduct the R obert Shaw Tribute Singers in a performance for the American 
Choral Directors National Convention in San Antonio. 
Professor Jones has concluded her eighth season as conductor of the BU 
Tanglewood Institute Young Artists' Chorus, an audition ensemble of eighty 
high school singers who rehearse and perform at Tanglewood. The chorus has 
performed an annual concert and collaborated with Seiji Ozawa, John Williams, 
Craig Smith, and Robert Spano in various projects' undertaken by the Tanglewood 
Music Center. 
Professor Jones's most recent activities were at Carnegie H all in January 2003, 
w here she taught a professional training workshop session on score preparation. 
In M arch 2003, she delivered an address on " The Legacy of Robert Shaw" in 
a new lecture series at Michigan State University in East Lansing. 
Professor Jones's degrees are from the University of Iowa. 
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DAVID HOOSE is Professor of Music and Director 
of Orchestral Activities at the Boston University School 
of Music, and is music director of three distinguished 
organizations: the Cantata Singers & Ensemble, Collage 
New Music (both of Boston), and the Tallahassee 
Symphony Orchestra. H e has appeared as guest conductor 
of the Saint Louis Symphony Orchestra, Singapore 
Symphony Orchestra, Utah Symphony Orchestra, 
-· 
I ,, ,. ' ( . ,. 
Korean Broadcasting System Symphony Orchestra (KBS), O rchestra R egionale 
Toscana (Italy), Boston Symphony C hamber Players, H andel & H aydn Society, 
and the June Opera Festival of N ew Jersey. Professor Hoose has conducted the 
American-Soviet Festival O rchestra, Emmanuel Chamber Orchestra, Pro A.rte 
Chamber Orchestra, Back Bay Chorale, Chorus Pro Musica, Quad City Symphony, 
Ann Arbor Symphony, and Cayuga C hamber Orchestra, as well as at the New 
Hampshire, Ware brook, and Tanglewood music festivals. H e has also been a guest 
nductor at the Eastman School of Music, the Shepherd School of Music at 
ce University, the University of Southern California School of Music, and the 
N ew England C onservatory. 
Professor Hoose has been a recipient of the ASCAP Chorus America Award for 
Adventuresome Programming (with the Cantata Singers & Ensemble), has been 
recognized as Musician of the Year by the Boston Globe, and has received, as a 
member of the Emmanuel Wind Quintet, the Walter W N aumburg Award for 
Chamber Music. As a conducting fellowship student at the Tanglewood Music 
Center, he was a recipient of the Dmitri Mitropoulos Award. Professor H oose's 
recordings appear on the Koch , N onesuch, Delos, CRI, GunMar, and N ew 
World labels. 
Soprano GEORGIA JARMAN, a native of N ew 
York City, was a winner of the 1999 N ew York District 
Division of the Metropolitan O pera N ational Council 
Auditions and has since embarked on a successful 
international career. She appeared most recently as 
Rosina in JI barbiere di Sivigha at N ew York City Opera 
as well as at the Teatro C olon in Bogota, and in the title 
role of H andel's Deidamia with the Caramoor Music 
estival. With the same company, M s. Jarman has performed as N orina 
Don Pasquale, Amelia in R ossini 's Otelia, and Amina in La sonnambula. 
her recent engagements for Ms. Jarman include R ezia in Gluck 's Les N lerins 
de la Mecque with L'Opera Franc;:ais; Fortuna in the American premiere of 
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Mozart's fl sogno di Scip ione with the H enry Street Chamber Opera in New 
York, directed by Christopher Alden; and the Female Chorus in Britten's Ra e 
of Lucretia with the International Institute ofVocal Arts in Tel Aviv, conducte% by 
M artin Isepp. 
Upcoming performances include Giutave III in M etz/France, R osina in 
fl barbiere di Siviglia with Portland Opera, and Ms. Jessel in The Timi of the Screw 
with the Monte Carlo Opera. Ms. Jarman will also return to N ew York City 
Opera next season to sing Susanna in Le nozze di Figaro . 
In 1999, M s. Jarman appeared as Queen Adelaide in H andel's Lotario at Merkin 
Concert H all in N ew York City, conducted by Will Crutchfield. She received 
her Master's degree from the Manhattan School of Music, w here she was 
featured in several operas, including the critically acclaimed production of 
Smetana's The Two Widows and the 1999 presentation of R ossini's Le Comte Ory. 
M s. Jarma n received her Bachelor of Music degree from Boston University. 
With the BU Opera Institute, Ms. Jarman was featured in a number of productio 
including Haydn's I/ mondo della luna, Britten's A Midsummer Night's Dream, and 
Rossini's Le Comte Ory. She received the Dimmock Award fo r excellence in 
vocal performance in 1997, the inaugural year of the award, which included 
a solo recital with pianist Craig Rutenberg. While at Boston University, Ms. Jarman 
studied with Phyllis H offman. 
Baritone DAVI D EVITTS enjoys a wide-ranging 
career as both an orchestral and opera tic soloist. In 
recent seasons his appearances have taken him from Los 
Angeles, N ew York, Boston, and Philadelphia to M~nte 
Carlo, Paris , and Vienna. 
Since his 1994 Metropolitan Opera debut as the Sacristan 
opposite Luciano Pavarotti and Sherrill Milnes in Tosca, 
Mr. Evitts has appeared each season on the Met stage 
including new productions of La tra.viata and The Merry Widow. H e has also 
joined the company on tour in Japan and sang Bartolo in the M et's 1998 
Summer Parks production of Rossini 's Barber of Seville. 
H e returned to the Washington Opera in Fall 2002 to repeat the role of the 
Doctor opposite Dame Kiri Te Kanawa and Rosalind Elias in Samuel Barber's 
Vcmessa , which marked his Monte Carlo debut in early 2001. H e made his first 
appearances with the Canadian Opera Company (Billy Budd) and the New Yo 
City Opera (The M ikado) in 2001. 
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[Vir. Evitts made his European debut in the French premiere of Zinunerman's 
Die Soldaten with the Lyon Opera. He has appeared with the Opera de Nice 
in Johann Strauss's The Gypsy Baron as Kothner in Die Meistersinger, and 
Schaunard in La Boheme. He was Bartolo in the Peter Sellars production of 
Le nozze di Figaro, the role he repeated in New York, Paris, Vienna, and on 
"Great Performances" on PBS. 
He has sung extensively with opera companies and festivals in both the United 
States and Europe, in both the standard repertory and in the creation of new 
works. He appears regularly with Opera Theatre of St. Louis and with Boston 
Lyric Opera. 
He has also performed widely with the leading orchestras of the U.S., including 
the Boston, San Francisco, Atlanta, Baltimore, Pittsburgh, Detroit, Milwaukee, 
Buffalo, Houston, and Dallas symphonies, and the Los Angeles Philharmonic. 
ong Mr. Evitts's recordings are Handel's Messiah with the Handel & Haydn 
iety of Boston for Sine Qua N on, Stravinsky's Oedipus Rex with Leonard 
Bernstein and the Boston Symphony for CBS Masterworks, as well as 
performances of Stravinsky's Les Noces and Renard under the direction of 
Robert Craft. He sings the title role in the GM Recordings release of John 
Knowles Paine's St. Peter. 
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BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
David Hoose, conductor 
The orchestral program of the Boston University College of Fine Arts assumes 
an integral and central place in the education of the School of Music's young 
musicians. The Symphony Orchestra, Chamber Orchestra, and Wind Ensemble, 
the three ensembles of the program, perform more than sixteen concerts each 
season, including performances in collaboration with the opera and choral 
programs at the College of Fine Arts . The range of music that the musicians 
study, prepare, and pe1form is the widest possible, from central repertoire to 
unknown but valuable compositions to the newest music. Virtually all of the 
ensemble participants are music maj ors at the school, and most of those are 
performance majors. All are training devotedly to become our next generation 
of orchestral players, chamber musicians, recitalists, and teachers. 
VIOLIN! Clark Spencer BASS 
Ala Jajatu, concertmaster Irene Test Brian Perry 
Pei-Ju Wu Vera Rubin Ira Gold 
Hsin-Lin Tsai VIOLA Lauren Cohen 
Alexandro Shepherd Willine Thoe Nick Tatarko 
Moyumi Hasegawa Paula Cho Mott Reeder 
Catherine Wong Heidi Broschinsky Logan Coale 
Lelia lancovici Kotrin Meidell Ramsey Harvard 
Heidi Castle Laura Kuechenmeister Brian Wahl 
Philip Fieser Sarah Miller Xu Wong 
Lijiong Liao Doniel Oguri Brian Ferris 
Rose Drucker Julio Garfinkel FLUTE 
Alexander Spivokovsky Gregory Will iams Ashley Avinger 
Sarah Washburn Jennifer Sills Kathryn Croom 
Anno Washburn Caitlin Wick Kelley Russell 
Susan Lander Christina Butler Jessica Sherer 
Adam Vaubel Rochel Toratoot Ciroldo* 
Wen-Hsuon Lin CELLO Down Weithe# Joanna Morrison VIOLIN II Sarah Sitzer / OBOE 
Angelo M illner Amy Hsieh Katie Bedard 
Shiraz Ben Yehudo Richard Evans Michael Dressler# 
Zhongling Li Sharon Woodworth Loura Motley* 
Emily Wilson Kimberly Pfleeger Joonnis Tselikas 
Lindo Hill Loura Metcalf 
Nodine Megill Alexandre LeCorme 
ENGLISH HORN 
Tero Gorsett Leah Johnson 
Katie Bedard 
Mory Lidmon Youngwoon Chung CLARINET 
Nicole Miller Jihee Ho Jocynthe Bourdages 
Elise Bloke Soono Chong Meghan Donahue 
Ruby Fulton Kristen Antolik Artur Lukomyonsky* 
Melissa Michaud Baese Mork Bridges Erika Means# 
Sarah Porkington Philip Boulanger E-FLAT CLARINET 
Kristo Wroten Isobel Fairbanks Meghan Donohue 
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BASS CIARINET Seth Budahl# Keith Carrick 
Christine Hatch John Conl in Eric Piekara 
BASSOON Unai Urrecho* Timur Rubinshteyn# 
Aaron Harman BASS TROMBONE Michael Singer 
Anna Resnick* James Monaghan ORCHESTRA MANAGER 
Aura Trevino# TUBA Samuel Pascoe 
coNTRABASSOON Stephen Dombrowsk i Matt Reeder 
Janet Underhill HARP PRODUCTION 
HORN Ariel Gabriel MANAGER 
Neil Godwin# * Yu-Hsin Huang# Megan O 'Leary Pari si 
Erik Finley Barbara Poeschl-Ed rich* STAGE MANAGER 
Bryn Grey CELESTA Eric Reustle 
Candace Thomas Matthew van Brink RECORDING 
TRUMPET MANDOLIN ENGINEERS 
Peter Aurrichio# Will iam Buonocore Kyle Wesloh 
Christopher O'Hara Roberto Toledo 
Geoffrey Shamu* TIMPANI # principal on Schoenberg Daniel Bauch* Robert Thorp 
Jeb Ku levich# 
• principal on Brahms 
OMBONE 
rge Bent PERCUSSION 
Daniel Bauch 
BOSTON UNIVERSITY SYMPHONIC CHORUS 
Ann Howard Jones, conductor Scott Allen Jarrett, rehearsal pianist 
The Boston University Symphonic Chorus is a musical organization comprising 
students from twelve different colleges within the University, representing thirty-
four states and ten foreign countries. Building on the tradition of choral singing 
popular on the BU campus since the 1800s, the Symphonic Chorus was founded 
as a formal ensemble in 1993 under the leadership of Professor Ann H oward 
Jones. In its brief history, the Chorus has perfo rmed at least two maj or choral 
works in the choral-orchestral repertoire each year, with. conductors including 
the late, acclaimed choral conductor R obert Shaw. This performance marks the 
Symphonic C horus's fifth appearance at Symphony H all. 
SOPRANOS 
Uzo Aduba, CFA 
Lauren E. Athey, CFA 
Meryl Atlas, CFA 
M ichelle Axelrod, CAS 
Margaret Babin , CFA 
Emily A. Belastock, CFA 
Megan Bender, CFA 
erine Womer Benjamin, CFA 
en Bla ir, CFA 
y Borababy, CFA 
ine Braunstein , 
Boston, MA 
Lauren Brow nstein, CFA 
Jess ica Brusilow, CFA 
Rachel Cetel , CFA 
Chi-Hua Cheng , CFA 
Marissa Clark, CFA 
Lauren Craft, CFA 
Sara Davis, CFA 
Li ndsey Elmore, CFA 
Nisha Engineer, CAS 
Li sa Flanagan, CFA 
Katie Green , CFA 
Jodi M ichel le Hann, CFA 
Rachel Henry, CFA 
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Ali son Howard, CFA 
Valerie Hurst, COM 
Monica Ibrahim, CAS 
Ba rbara Lynne Jamison, CFA 
Susan Johnston , COM 
Courtney Kalbacker, CFA 
Jeehyun Kim, CFA 
Sara Klaus, CFA 
Heather Krajewski , CFA 
Kendall Lima, CFA 
Kristen Loesch, CFA 
Joelle Lurie, CFA 
Brianne Lutfy, CAS 
Catherine Marchant, CFA 
Voni Mathur, CAS 
Nicole Mazzella, CFA 
Catherine Meyers, CFA 
Samantha Moyer, CFA 
Ashley Nelson, CFA 
Louro Porker, CFA 
Jennifer Porker-Sparks, 
Boston, /\/\A 
Louro Peirce, CFA 
Jennifer Pinzori, CFA 
Alison M . Quigley, COM 
Caitlin Quinn, CFA 
Kole Quinn, CFA 
Sobrino Quintona, CFA 
Shannon Salyards, CFA 
Amanda Sedgewick, ENG 
Sherri Snow, CFA 
Jacquil ine Solomon, CAS 
Coraline Stuvo, CFA 
Alaina C. Tutrone, CFA 
Georgia Walle, Boston, /\/\A 
Kelly C. Weiley, Boston, /\/\A 
Joyce Wah-Sheung Wong, CFA 
Dino Zalami, CFA 
ALTO 
Christie Beaulieu, CFA 
Sherry Berg, CAS 
Patrice Buckley, CAS 
Stephanie Budwey, STH 
Jennifer Coggins, STH 
Caitlin Crabtree, CFA 
Alexa DeGennaro, COM 
Jillian DiNunzio, CFA 
Caitlin Dundon , CAS 
Emily Ezzie, CFA 
Heidi Haupt, CFA 
Antje lhlefeld, GRS 
Amanda Kobak, Boston, /\/\A 
Anastasia Kidd, STH 
Elizabeth McBride, CFA 
Meghan McGinnes, CFA 
Catherine Meyers, CFA 
Erin Mich, CFA 
Chandra Mohan, CFA 
Jessica Musikar, COM 
Ashley Nelson, CFA 
Emily O 'Brien, CFA 
Natalie Phillips, Boston, /\/\A 
Michelle Pisa, CFA 
Lianna Purjes, CFA 
Louro A Quinn, CFA 
Kristen Reinhardt, CFA 
Becky Reuker, CAS 
liina Sorapik, CAS 
Vanessa Sawtell-Jones, CFA 
Radha Shivogiri , SEO 
Alex Sieja, CFA 
Emily Silet, Boston, /\/\A 
Jone Sitorz, CFA 
Jennifer Small , COM 
Katharine Stuffelbeom, CAS 
Kelly Thomas, CFA 
Kristin Tringe, COM 
Julio Villo rgro, CFA 
Elizabeth Westling, 
Boston, /\/\A 
All ison Wetzel, CFA 
Zoe Winkler, CAS, COM 
Melissa Woods, COM 
TENOR 
Joseph Aki, CFA 
Demetrios Antonopoulos, CFA 
David Bailey, CFA 
Poul Beswick, CAS 
Aaron Bowers, CFA 
Alex Boyer, CFA 
George Cose IV, CFA 
Christopher Celel lo, CFA 
Terry Doe, CFA 
Dr. Chet Douglass, 
Boston, /\/\A 
Allon Friedman, CFA -' 
Fronk Furnari , Boston, /\/\A 
Bryon Gonzolez, CAS 
Mott Greer, STH 
Henry Hsu, CAS 
Bloke Hunter, CFA 
Scott Jones, CFA 
Chad William Kidd, STH 
Yang Luo, SHA 
Rafael Lopez, CFA 
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Tom Molone, CFA 
Ryon Murphy, CFA 
Michael Nock, GRS 
John Poulson, Boston, /\/\A 
Lee Ransom, ENG 
Benoit Schmitlin, ENG 
Keith Townsend, CFA 
Edward Curtis Williams, CFA 
Vince Yi , CFA 
Joseph Young , Boston, /\/\A 
BASS 
N icholes Barber, COM 
N ick Borootion, CFA 
Eric Bisceglia, CAS 
Adorn Brod, Boston, /\/\A 
Sean Burton, CFA 
Andre de Quodros, CFA 
Michael Ehrie, CFA 
David Fried, CAS 
Thomer M. Gil , MIT 
Anthony Green, CFA 
Avery Griffin , CFA 
Benjamin Horman, CFA 
lshan Johnson, CFA 
Aaron Kaufman, CGS 
Adorn Knauss, CFA 
Sean Landers, CFA 
Derek Mink, ENG 
Donny Morris, ENG 
Robert Mezzanotte, CFA 
Kristopher Moon, CFA 
Songwook Pork, STH 
Sergio Pires, CFA 
Jordon Rock, CFA 
Jason Samuel, CFA 
Naftali Schindler, CFA 
Robert Torrey, CFA 
Samuel Tucker, CFA 
Joseph A Valone, CFA 
Doniel Wade, CFA 
Joke Youmell , CFA 
Nathan Zullinger, CFA 
-
• 
BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
STRINGS John Muratore guitar Mortin Pearlman• 
Steven Ansell viola* Craig Nordstrom clarinet Peter Sykes harpsichord 
Edwin Barker double bass* Richard Ronti bassoon John Tyson recorder 
Lynn Chong violin Thomas Rolfs trumpet MUSICOLOGY 
lseut Chuot cello Matthew Ruggerio bassoon John Doverio • 
Jules Eskin cello Eric Ruske horn* Elizabeth Seitz 
Emily Halpern-Lewis harp Chester Schmitz tuba Joel Sheveloff• 
Raphael Hillyer viola Robert Sheena English horn Lisa Urkevich • 
Boylo Keyes violin* Ethan Sloane clarinet* Jeremy Yudki n* 
Michelle LoCourse viola * Jomes Sommerville horn 
Lucio Lin violin* Lindo Toole flute THEORY AND 
Malcolm Lowe violin Charles Villorrubio tuba COMPOSITION 
Dono Mozurkevich violin Joy Wodenpfhul horn Mortin Amlin * 
Yuri Mozurkevich violin* Douglas Yeo trombone Theodore Anton iou * 
lkuko Mizuno violin Jacques Zoon flute Whitman Brown 
Richard Cornell * George Neikrug cello PIANO Lukas Foss• Jomes Orleans double boss Anthony di Bonaventura• Charles Fussell* Leslie Pornos cello 
Hobson Pilot harp 
Moria Clodes-Joguoribe* John Goodmon* 
Tong-II Hon* Samuel Headrick* hoe I Reynolds cello* Lindo Jiorle-Nogy David Kopp* Todd Seeber double boss 
David Sayer cello COLLABORATIVE Ludmilla Leibman* 
John Stovall double bass PIANO Marjorie Merryman * 
Romon Totenberg violin Michelle Alexander Tetyono Ryobchikovo 
Michael Zaretsky viola Shiela Kibbe* Tison Street 
Peter Zozofsky violin * Robert Merfeld Gerold Weole* 
WOODWINDS, BRASS, ORGAN 
Steven Weigl* 
AND PERCUSSION Jomes David Christie MUSIC EDUCATION 
Louro Ahlbeck oboe Nancy Gronert Andre de Quodros* 
Ronald Barron trombone Gerold Weole* Joy Douglass 
Jonathon Bises i percussion VOICE Ann Howard Jones• 
Peter Chapmon trumpet Sarah Arneson* Katherine Leamon-Genovese 
Dorio! Dwyer flute Penelope Bitzos • William McMonus 
Terry Everson trumpet* Claudio Catania* Sandro Nicolucci 
John Ferillo oboe Kendra Colton Anthony Palmer 
Richard Flanagan percussion Sharon Daniels• Steven Scott 
Joseph Foley trumpet Mork Goodrich* CONDUCTING 
Marianne Gedigion flute Phyllis Hoffman • David Hoose• 
Timothy Genis percussion Fronk Kelley Ann Howard Jones* 
Ion Greitzer clarinet Joanna Levy David Martins 
Toby Honks tuba Susan Ormont OPERA INSTITUTE 
Ronald Haroutunian bassoon Z. Edmund Toliver* Phyllis Curtin 
Scott Hortman trombone* HISTORICAL Sharon Daniels* 
Gregg Henegar bassoon PERFORMANCE Wi ll iam Lumpkin* 
Doniel Kotzen horn Christopher Krueger Christien Polos 
Lynn Larsen horn Baroque flute Christion Smith 
,-. orles Lewis trumpet Marilyn McDonald Jeffrey Stevens 
ord Mackey horn Baroque violin Allison Voth* 
mos Mortin clarinet Emlyn Ngoi 
ord Menoul horn *Denotes full-time faculty 
ichoel Monaghan saxophone 
Baroque violin 
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BOSTON UNIVERSITY COLLEGE OF FINE ARTS 
ADMINISTRATION 
Walt C. Meissner, Dean ad interim 
Andre de Quadros, Directo1; School ef Music 
Jim Petosa, Director, School <if Theatre Arts 
J eannette Guillemin, Assistant Directo1; School of Visual Arts 
Patricia Mitro, Assistant Dean, Enrollment Services 
Nancy Lewis, Executive Operations Offiw; School of Music 
Ellen Carr, Executive Director for External R elations 
Elly Muller Reardon, Director ef Public Relations 
Karla Cinquanta, Alumni Officer 
Boston University College of Fine Arts 
855 Commonwealth Avenue, Boston, MA 02215 
(617) 353-3350 • www.bu .edu/ cfa 
;~ Enjoy T ft n Ci l t W 0 0 D This Summer at 
i(~ ~ 0 s T 0 n u n I v fR s I TY ' s 
ftDUlT MUSIC SfMlnftR 2003 
Professor Roye Wates, director 
The ultimate learning experience for music lovers! 
July 4- 6 July 16- 20 July 30 - August 3 August 13 - 17 
3-day session $355 • 5-day sessions $430 
Fees include a Tanglewood Lawn Pass, good for one week. 
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-CONTRIBUTORS TO THE COLLEGE OF FINE ARTS 
MUSIC PROGRAMS 
$50,000 AND ABOVE Eugene and Virginia Brown David Carlton Kneuss 
Alea Ill Inc. Dorothy D. Cameron Patrick S. Ryan 
Surdna Foundation Elizabeth D. Campbell Mr. and Mrs. 
John A. Davidson Mose W . Stuart Ill 
$25,000 TO $49,999 William E. Earle Victor Villagra 
John and Kathryn Silber Dean S. Edmonds Foundation $250 TO $499 
The Estate of Ann and Gordon 
Mary Ann Gannam Getty Foundation Lisa Agan 
Trust for Mutual Larry G . and Ann George L. Andersen 
Understanding Howard Jones Margaret Barton 
Yamaha Corporation Ruth R. Levine Brookl ine Library 
of America William E. Lord Music Association 
$10,000 TO $24,999 Marshalltown Beth S. Chen Buslow 
Development Foundation Dorrit P. Castle 
G .C. Andersen Margaret A. Metcalf Joan C. Cavicchi 
Family Foundation 
Clowes Fund The Presser Foundation Henry Davis Jr. 
nd Mrs . Saul B. Cohen Herbert Schi lder Miller Bonner Engelhardt 
Cricket Foundation Joan B. Schilder Carolyn B. Fowles 
Dr. and Mrs. James P. Avedis Zildjian Company Dr. and Mrs. Arlan F. Fuller 
National Endowment 
Charles Stokely, Jr. David M . Hadley 
for the Arts Norman E. Turner Julia Hennig 
Helen Salem Philbrook Susan W . Jacobs 
Virginia E. Withey 
$500 TO $999 James E. Klingler 
Sandra L. Brown John E. Loveless 
$5,000 TO $9,999 John Minge Cameron Rabbi Lewis Mintz 
The Dante Alighieri Society Richard Carmel Charitable Michael Orzano 
Mr. Antonio M. Gal loni Remainder Trust Bernard G. Schwartz 
Esther B. Kahn Charitable M. Taylor Dawson, Jr. Mr. and Mrs . Joseph Sgro 
Income Trust Edna L. Davis Helen Steineker 
Renaissance Musical Arts , Ltd. Ann B. Dickson Elisabeth P. Thompson 
June K. Goettsch 
$1,000 TO $4,999 Dr. and Mrs. 
Anonymous George Hatsopoulos 
Boston Cultural Council Cpl. Capers A. Holmes, 
USAF (Ret.) 
Contributors to the Music Programs belong to a special group of people responsible 
for the support of educational activities, events, programs, performances and many 
other departmental needs. 
You can help support these talented young artists by joining the Friends of Music 
at the College of Fine Arts. For information, please contact Ellen Carr at the Boston 
Vniversity College of Fine Arts, 855 Commonwealth Avenue, Boston, MA 02215 t call (617) 353-8783. 
ue to program deadlines, some donor names may be absent from this list. 
~ ~ank you for your understanding. 
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